'Ragatime' is a piece of Visual Music in the form of a raga that recreates the sights and sounds of Akbar's Court at Fatehpur Sikri. As the centre of the Mughal Empire for a brief period in the 16 th century, Fatehpur Sikri was remarkable for its architecture, art and music. Akbar's favourite musician, Mian Tansen, was responsible for developing a genre of Hindustani classical music known as dhrupad; it's the principles of this genre that I've encapsulated in my own interpretation of Raga Bilaskhani Todi. Ragatime starts with a free flowing alap which, as tradition dictates, sets the rasa (emotion or sentiment) of the piece. The following section, gat, is announced by rhythmic drumming which signals the soloist to begin an extended improvisation on the Raga's defined note pattern. It is the subtle differences in the order of notes, an omission of a dissonant note, an emphasis on a particular note, the slide from one note to another, and the use of microtones together with other subtleties, that demarcate one raga from another. To Western ears, raga is a musical form that remains ambiguous and elusive; only a declared master of the art, or guru, can breathe life into each raga as he or she unfolds and expands it. Similarly, a raga's tala, or rhythm, requires a freedom of expression that embraces the 'rhythm of the universe as personified by Shiva, Lord of the Dance'. It's a tradition that goes back 2000 years or more when ragas were an integral part of Vedic ceremonies in Hindu temples. For a short time, Fatehpur Sikri was the setting for Akbar's inspired patronage of the arts; it was a place where music and raga performance flourished. Tansen's fame lives on; even for present day raga performers, his compositions are regarded as being as relevant now as when they were first performed at Akbar's court.
INTRODUCTION
Last year, at EVA 2016, my performance of Abîme des oiseaux for solo clarinet by Olivier Messiaen was matched by visual imagery linking the composer's sound-colour world to fragmentary glimpses of a single rose window at Chartres Cathedral. In this piece of Visual Music, I highlighted two important aspects of Messiaen's life and work; his regard for the stained-glass windows at Chartres as a source of lifelong inspiration and his extraordinary synaesthetic ability to accurately transmute the cathedral's 'celesial pallette' into accurate sound combinations. The title of my paper, 'Revealing the Colours of the Apocalypse', reflected Messiaen's determination to capture all the colours of the rainbow in his music; my chosen rose window imagery flowed directly from the composer's esoteric sound-colour world (Trickett 2015 (Trickett & 2016 .
The above description of last year's activity reveals my approach to creating Visual Music; it pinpoints not only my method but also gives some insight into what I aim to achieve by harnessing together music and visual imagery. For EVA 2016, music was the catalyst but for my submission to EVA 2017 the process is happening in reverse; it is a particular place, Fatehpur Sikri in North India, that has caught my imagination and catalysed my recent research into Hindustani classical music. The result is 'Ragatime' -a piece of Visual Music in the form of a raga that recreates the sights and sounds of Akbar's Court at Fatehpur Sikri (Figure 1 ). 
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For the first time, and somewhat to my surprise, I have entered the world of ethnomusicology to explore the deep significance of raga in Indian cultural life and to experience, for myself, the demands made on a solo instrumentalist when improvising a raga.
FATEHPUR SIKRI: CITY OF ART AND MUSIC
My fascination with the ghost City of Fatehpur Sikri, 40 miles from Agra, has stayed with me ever since I first visited the site in the 1980s. As the centre of the Mughal Empire for a brief period in the 16 th century, the City was remarkable for its architecture, art and music. Emperor Akbar, known as Akbar the Great, established not only an atelier of artists to record every aspect of court life but, also, gathered together musicians from every corner of North India to ensure that his court was filled with the sound of music. The gateway to the City was home to a naubat khana (ensemble of wind and percussion instruments) which announced, by fanfare, the comings and goings of the Emperor and, further, marked the three hour watches of the day and night with the sound of kettle drums, trumpets and cymbals (Wade 1999) . No doubt, to our ears, the aural impact would have been somewhat raucous but the Emperor tempered this outdoor music with regular performances of intimate Hindustani classical music. So as to better understand the complexities of Indian ragas, he underwent some training as a vocalist -enough to develop an in-depth appreciation of the skills of the 30 or so classical musicians he retained at Fatehpur Sikri. Soon after Akbar's own move to the new City of Fatehpur Sikri, in 1570, he was joined there by Mian Tansen who quickly became the Emperor's favourite musician even though, at 57, he was well beyond normal retiring age (Figure 2 ). We owe our detailed knowledge of Akbar's achievements to a contemporary biography, Ain-iAkbari written, in Persian, by his friend Abul Fazi ( Figure 3 …that which colours the mind is a raga. …its effect must be created not only through the notes and embellishments, but also by the presentation of the specific emotion or mood characteristic of each raga.
RAGA: A DEFINITION
Ravi Shankar goes on to say that ragas are extremely difficult to explain in a few words but, nevertheless, his words are much more succinct than most (Shankar 2017 ).
….a raga is a scientific, precise, subtle and aesthetic melodic form with its own peculiar ascending and descending movement consisting of either a full seven note octave, or a series of six or five notes (or a combination of any of these) in a rising or falling structure. It is the subtle difference in the order of notes, an omission of a dissonant note, an emphasis on a particular note, the slide from one note to another, and the use of microtones together with other subtleties, that demarcate one raga from another.
RAGATIME'S MELODIC & RHYTHMIC FORM
At this point, I need to declare my own intentions in presenting and performing Ragatime. It's both an aural and visual interpretation of one particular raga, Bilaskhani Todi, reputedly performed by Tansen's son, Bilas Khani, at his father's funeral to evoke a mood of 'delightful admiration'. Its ascentdescent in Western notation and Indian symbols, the start point for my interpretation, is shown below (Figure 4 ). Western notation can provide only an approximation of the actual tones included in a raga performance. Our chromatic scale, for instance, contains 12 notes within the octave but by counting in all available microtones, or shruti (the smallest perceptible increment in pitch), an octave can be assigned up to 22 shruti. Ragas are differentiated, in part, by the notes that can be legitimately flattened or sharpened to produce microtones and further differentiated by 'ornamentation'. This may involve sliding from one note to another, introducing a fast and complex ornament involving two or more notes or performing a shake or gamak on a single note.
Joep Bor, editor of The Raga Guide, A Survey of 74 Hindustani Ragas, has made a selection of ragas that are well established in the repertoires of current raga performers (Bor 1999) . In each case he sets out their pattern of ascent-descent as in the example above but, when it comes to defining a raga's melodic outline, the task becomes more difficult. As Ravi Shankar warns, ragas defy easy explanation and it comes as no surprise, therefore, to find that various authorities on the subject disagree on the specifics of raga performance. Below, I'm showing Walter Kaufmann's melodic outlines for Raga Bilaskhani Todi (Kaufmann 1984) (Figure 5 ). The outline in The Raga Guide is similar but not the same and neither relate closely to performances I've heard. This only goes to prove how difficult it is to pin down the note patterns of ragas; in spite of the very detailed note-by-note analyses offered by Kaufmann and In defining a melodic form for Ragatime, I've followed the oldest of the Hindustani classical genre known as dhrupad -a genre that Tansen developed into the form as it's largely known today (Wade 1987) . Because that's the significant fact about Hindustani classical music; it belongs to an unbroken tradition that goes back 2000 years or more when ragas were an integral part of Vedic ceremonies in Hindu temples. The concept of Tansen being an exponent of 'early music' doesn't exist in India; for present day raga performers his compositions are neither remote nor recondite but, instead, regarded as being as relevant now as when they were first composed. In Ragatime, as is now frequently the case in today's instrumental performances, I've encapsulated the musical principles of dhrupad into an alap -gat sequence.
Alap
At the start, a free flowing alap, without time signature, introduces the ascending-descending mode and melodic features of Ragatime. As tradition dictates, it's an introspective exploration where the soloist sets the rasa (emotion or sentiment) of the piece and assesses the mood of the audience. This initial aural rendition of the alap provides me with an 
Gat
Following the alap, a 'gat' (main composition) is announced by rhythmic drumming which signals the instrumental soloist to begin an extended improvisation of the Raga's ascent-descent. The aim here is to ensure that Ragatime remains continually vibrant with a sound pattern matched by an equivalent pattern of visual improvisation. 
Tala
A cycle of rhythmic drumming, tala, continues throughout the audio-visual performance of the gat. This aspect of Ragatime is as important as its melodic form because tala, or rhythm, creates the framework which controls the temporal aspects of the performance. Ragatime's tala, signified by the name tintal, contains a cycle of 16 beats (4 + 4 + 4 + 4): The beats that begin each section delineate the pattern of durations and, consequently, it is beats 1, 5, 9, and 13, that have particular importance. Audiences, in India, often count out the tala cycle with hand motions -soft claps at 1, 5, and 13, and a slight wave of the hand on beat 9. Beat 1 assumes a further special significance as the sam, or first beat of the cycle. A single cycle may be long enough to contain a complete musical idea or, sometimes, two or more cycles are combined into a phrase.
RAGA PERFORMANCE
Considerable latitude is available to the raga performer because 90% to 95% of his or her interpretation will be improvised. Unlike Western classical music nothing is written down although the performer must take account not only of the raga's ascending -descending structure but also of its chalan -the note pattern that characterises a particular raga in which a principle important note, vadi, and a second important note, samavadi, can be identified. (In the case of Raga Bilaskhani Todi, the vadi is dha and the samavadi is ga.) They are always a 4 th or 5 th apart. AUTRIM abandons all reference to normal Western notation, which 'conceals as much as it reveals', in favour of a graphical representation of music that moves in progressive synchronisation with recorded sound. I'm illustrating this idea with just a brief few seconds from a raga (Figure 9 ). The graph of the melodic line can accurately convey the 22 shruti of the Indian octave and, also, a representation of the ornamentation incorporated in the solo line. I don't think it would be possible to play a raga, at sight, from Music in Motion but, nevertheless, it is a brilliant tool for revealing the complexities of raga performance. No other treatise on Indian classical music comes close to providing the insights that are available from AUTRIM.
A FRAMEWORK FOR IMPROVISATION
In commenting on raga performance always there's the feeling that its true meaning has escaped proper definition. My introduction to raga occurred during visits to India where live performances in Delhi and Gwalior captured my attention although, at the time, I had little understanding of what I was hearing. Even now it's a musical form that remains ambiguous and elusive -Indian musicians want it to stay that way; the framework in which improvisation takes place is malleable. As explained by Viram Jasani, who is quoted in David Bailey's book on improvisation: raga is a very intuitive music, you learn intuitively, the feeling for a raga is understood intuitively (Bailey 1992) . Given this degree of fluidity and spontaneity, how does the listener ever recognise what he or she is hearing? I believe it's possible to recognise certain characteristic features of a raga, as I've explained in giving some particular attention to Raga Bilaskhani Todi. Often, the clue lies in the details; in raga performance anything that can be considered as decoration is not subservient to that which it decorates -vocalists and instrumentalists will use knowledge, gained over years of practice, to create a new idiomatic phrase or present a new idea within the raga's chalan. 
Ragatime: Glimpses of Akbar's Court at Fatehpur Sikri Terry Trickett
309
In matters of rhythm, too, idiomatic expression is not found through the mathematical interpretation of rigid time signatures or precise note lengths. It is more the 'feel' of the rhythm that is important, the manner in which the impetus and pulse of a raga is communicated with ease and finger-tapping dexterity. Any Westerner taking part in an evening or daytime raga becomes aware that the aesthetics of performance are inextricably bound up with the devotional and spiritual aspects of Hindustani music. Freedom in rhythmic expression is described as having a good laya -a word that is derived from the Hindu belief in the 'all embracing comprehensive rhythm of the universe as personified in Shiva, Lord of the Dance.'
Ragatime contains only hints of the deeper meaning of raga performance but, by embracing both the sights and sounds of Akbar's Court, it does provide an audio-visual framework for my own raga performance. The rhythm of the piece, its tala, is generated by tabla -two separate drumsalthough, in Tansen 
ENDNOTE
When Akbar moved his court to the newly built City of Fatehpur Sikri in 1570, its continued success seemed assured and yet, after only 18 years, he and all his subjects were forced to flee. Why such a sudden departure? If any explanation is offered it usually refers to the fact that the City's water supply dried up but, surely, in this eventuality, Akbar could have solved the problem. The supreme engineering and architectural skills that had been demonstrated in building the City in the first palace were certainly equal to the task of constructing the aqueducts required to bring water from distant sources; such a feat had been successfully performed, a few years earlier, at Vijayanagara in South India.
Probably the seeds of the City's demise were sown before even the first stone was laid. Akbar, early in his reign, had failed to produce an heir. He consulted a Sufi saint, Salim Chishty, in the village of Sikri, about 40 miles from Agra, who predicted that the Emperor would be blessed with a child 'on the hill of Sikri' which was incentive enough for Akbar to locate his planned new City at this same site. No surveying of the land or assessment of its natural resources preceded this decision; all in all, it represented the slimmest of reasons for moving a palace and hundreds of thousands of subjects to a remote site. The only redeeming factor was that Akbar did succeed in fathering a son, Salim, who eventually became Emperor Jahangir.
There may have been tactical reasons for Akbar's sudden departure (he was engaged in a war against Kabul) but recent research has shown that, at the time, a pattern of severe weather was responsible for a period of famine and resulting economic depression. Sastri & Srinivasachari (1982) confirm that this situation worsened during the last years of Akbar's life with:
pestilence in consequence of the dearth of grain and the necessities of ravenous hunger.
The conclusion must be that Akbar was defeated by a manifestation of the Little Ice Age, caused by reduced sunspot activity, which lasted, on and off, for three centuries from 1450 to 1750. (It was this same climatic phenomenon that caused the Thames, in England, to remain frozen for long periods during 24 separate years.) Akbar's arbitrary method of site selection hadn't helped a situation that was further exacerbated by designing Fatehpur Sikri as a primarily fine weather City. Buildings open to the elements were made comfortable with fabric hangings and soft furnishings but there was no way that the exposed site of the City could withstand the rigours of the Little Ice Age. Within its short life, Fatehpur Sikri was the setting for a quite remarkable period of inspired patronage when music, art and architecture flourished. I'll let Tansen have the last word when, in a eulogy to his patron Akbar, he said (Wade 1999 .):
The king Akbar adorned the throne at a time when there were many auspicious planets all around. Even the wicked people started serving the king by holding his umbrella. His kingdom is like a heaven in which all the noblemen and kings live. The king removes all the suffering of the people. Tanasena -the composer -blesses the king for having such fortune.
